). Yet there are also eccentric interpolations: at a stall we see one of the men shoot a toy rifle and the next image is a stock shot of a cowboy returning his fire. Compared with the dominant forms of factual television of the time, the scene is especially notable, as is the documentary as a whole, for the absence of voice-over narration.
In retrospect, Pop Goes the Easel, and perhaps especially this opening, has acquired a resonant poignancy. One of the four young people is the artist and actress Pauline Boty, who was 24 in these early months of 1962, but who after a short, successful career would die of cancer in the summer of 1966 (Tate, 2003) . The other characters in the quartet are also visual artists.
Peter Phillips was still a student at the Royal College of Art (RCA) while Derek Boshier, like Boty, had just completed his studies, and the work of the slightly older RCA alumnus Peter Blake was beginning to be recognised by galleries and collectors. Later in the film observational sequences recorded with synchronous sound (in contrast to the opening) reveal the ideas of these artists about their world and about their paintings and collages. As a consequence, Pop Goes the Easel is a rich and revealing document of early Pop Art in London, as is rigorously explored by art historian Lisa Tickner (2012) . 1 Problems with music rights compounded BBC Television's institutional amnesia and meant that Pop Goes the Easel was largely inaccessible for many years. 2 As a consequence it remains less well known than Ken Russell's Elgar, also made for Monitor and first broadcast eight months later on 11 November 1962. This article is intended as a contribution to the emerging recognition of the earlier film, situating it within the context of television's engagement with the visual arts in the medium's first 25 years. I argue that part of its significance within the tradition of the visual arts on television is its resistance to the determinations of an explanatory voice.
Also, that its achievement combines and develops approaches of photojournalism, documentary and art cinema from the mid-and late 1950s.
Yet Pop Goes the Easel is also especially note-worthy for its finely-balanced tensions between discourses traditionally understood as oppositional: the stasis of artworks versus the linear narrative of film; the indexical qualities of documentary versus the inventions of fiction; the mass-produced elements and images of popular culture versus the individual authorship and authority of high art; the abstracted rationality of critical discourse versus explosions of embodied sensuality; and the determinations and closure of a singular 1 Lisa Tickner's exceptional study of Pop Goes the Easel and its cultural context, which she shared personally with me, remains unpublished at the time of writing; I am particularly grateful to her for access to her research and ideas, and especially for the Roland Barthes reference about Pop Art. Summer (1970) , the film has not to date been released on DVD.
meaning versus polysemous openness. The assumed dichotomies of certain of these pairings was beginning to be questioned within British culture at the time, and while Pop Goes the Easel contributes to such debates it does so not by attempting to dissolve the boundaries that separate the concerns but rather by revealing and giving expression to the tensions between them.
Following a characterisation by Roland Barthes of Pop Art in general, as discussed below, we might understand the play of the forces that structures Pop Goes the Easel as a filmic fugue of counter-pointed concerns.
Artists on the small screen Although very few early programmes about the arts survive, by 1962 British television had established a strong tradition of the presentation of and engagement with the visual arts. In part this had been inherited from radio, as was the case with so much about the inherently intermedial forms of early television. From the first days of broadcasting, the BBC's first DirectorGeneral John Reith had directed BBC producers 'to carry into the greatest possible number of homes everything that is best in every department of human knowledge, endeavour and achievement ' (1924: 34) Post. Although these essays were often accompanied by written texts, the photographers aspired to a form of visual narrative that could be understood solely from the images. One staple form for such stories was 'a day in the life of a subject', the structure that loosely underpins Pop Goes the Easel. (1975) . But the contemporary reception of the film gave little indication, at least as it has left traces in the archives, of its significance. Both critics and many viewers were bemused by its first appearance, and it scored just 47 on the BBC's Reaction Index (when the average for Monitor was 65). Writing in
The Observer, however, Maurice Richardson found it 'a lively, rather appealing exercise in Pop Surrealism ' (1962: 26) .
Later critical engagements with the film include Kevin Flanagan's Then the film fades to black before returning to the soundtrack of J. S. Bach's 'Concerto for Four Harpsichords in A Minor' with a shot each of first Phillips, then Blake, then Boshier and finally Boty, each of whom is quietly and studiously at work on a canvas towards which the camera zooms in slowly. The Pop of the party is contrasted with the conventional production of art. This final sequence was added at Huw Wheldon's insistence (Ferris 1990: 152) , and while it grounds the film in material and process it also betrays an absurdist, parodic quality. For this is a stylised and yet at the same time highly conventional depiction of artists apparently at the moment of creation. Here, finally (for the film has constantly deferred this), is what Philip Hayward has identified in a wide range of films about visual artists as the 'extreme "fetishisation" of the actual moment of creation ' (1988: 8; emphasis in the original). And this is the 'moment' that has been fundamental to depictions of visual artists as is exemplified by Hans Namuth and Paul Kalkenberg's film Jackson Pollock (1951) but which is also central to the short film portraits made by Hans Curlis from 1922 onwards under the collective title of Schaffende Hande (Creative Hands). Russell both satisfies our (and Wheldon's) desire for these shots and at the same time, and especially with his lightly parodic use of music, highlights how this is a desire that can never be satisfied. especially, but also in other films that he went on to create for Monitor, Russell' s achievement deserves celebration. The easel -and by extension high art -is, you might say, most certainly popped in Pop Goes the Easel, just as it is in much of Russell's best work, but at the same time it is also propped, and so sustained and reinforced for the audience.
